Instantaneous representation offers the promise of showing reality itself, but as all representation removes context, it still relies on what are traditionally considered to be elements of writing, rather than existing in opposition to writing. Narrative is essential in any form of representation, as the proliferation of talk radio, 'reality television', docu-dramas, etc. shows. Virtual reality can also be seen as a type, or a continuation, of the writing process. Furthermore, editing, whether in television or photography, makes the delivery of 'reality' an idiosyncratic process rather than an impartial reporting, even in the case of instantaneous representation (i.e. live television).
broadcast time or the actual length of representation. This article will explore yet another dimension of time and representation: the time necessary to complete the process of representing. We will argue two things: first, that narrative context will continue to gain prominence in the age of instantaneous interpretation; and secondly, that older forms and clichés of representation and communication will find ways to blend, in quite dynamic ways, with new techniques of representation and communication. Contemporary Hungarian philosopher J.C. Nyiri describes two assumptions, the traditional and the post-modern, held by social theorists regarding the grounds for a healthy society. Nyiri outlines the traditional assumption in the following manner:
It is part of the normal present of a society to have a consciousness of its past: in the absence of common memories a society as it were falls apart, for there no longer obtains the necessary solidarity among its members. (Nyiri, 1992: 75) The contrasting postmodern assumption asserts that society is held together not by any special contents of consciousness, and therefore also not a consciousness of some common past, but rather the traffic of its members one with another, through the exchange of goods, services, and especially of information. Society is a matter of communication. (Nyiri, 1992: 75) A philosopher quickly recognizes in Nyiri's two precepts the tension between two current models of society and social/political philosophy: communitarianism and liberalism. In our opinion these two models, and consequently Nyiri's two assumptions, are not independent of the means and technologies of communication. However, we will not argue this point in this article. Instead, we will turn our attention to the complex interdependencies between time and modern techniques of representation and communication that yield the following two operative distinctions: instantaneous representation versus writing, and illusion versus presence.
It is well known that the history of communication spans phases of oral, manuscript, print and electronic representation. The phases of manuscript and print representation can be characterized as belonging to primarily writing civilizations. One important mark of writing (and this includes other types of visual representation -painting, sculpting, etc.) is its distance from the present in which it is manifested and, what is most important, by the amount of time necessary to complete the process of representing. Mostly, albeit not exclusively, because of the amount of time available to writers it becomes both necessary and desirable to make selective choices in the process of representation. The very act of recording information in writing (historiography and biography, for example) is therefore an idiosyncratic process of filtering facts. Familiar adages and clichés such as 'Winners write history' need hardly be mentioned. Any kind of written narrative is, among other things, a telling witness of its authors' past. From Socrates to Nietzsche, philosophers have been quick to warn of the dangers of writing-based historical consciousness, which can be so revealing of the past and yet so blind to the present.
In Holding on to Reality (1999) , Albert Borgmann observes that before the existence of manuscript culture, for someone 'to recognize a sign was (for that person) to know what it meant (Borgmann, p. 26) .' However, in writing, signs are removed from their natural surroundings, and it becomes possible to recognize a sign without understanding the specific meaning(s) which it contains. Being removed as such and placed within written works, signs are thus stripped of much of their context. It is then up to the reader to 'construct a context for the signs to make coherent sense' (Borgmann, 1999: 88) . This is true of writing, and is equally true, though in varying degrees, of all forms of representation. However, it appears that while writing may have been the first process of permanent representation 1 to mitigate the importance of context, it nonetheless provides a larger context for the signs it contains than does modern electronic representation. It is this double act implicit in writing, first, namely the act of stripping the signs of their 'natural' context and, secondly, building a much richer discursive context by means of these signs, that will be of special interest in this article.
The net effect of this increased reliance on clichés and convention within electronic representation is a reduction in the amount of information which can be transmitted to the viewer. As Borgmann states: 'The more surprising a message, the greater the amount of information it contains; and the greater the variety of available signs, the more surprising a particular set of signs that conveys the message' (Borgmann, 1999: 133) . With this in mind we are able to see that it is precisely the speed of representation which is detrimental to the quality of the information transmitted. However, while this is the case when contrasting cinema and television with the written word, the same distinction may not apply to other forms of immediate representation such as radio, because of its closer relation to writing, or to emerging and lesser developed forms of electronic representation such as virtual reality. Modern technology, especially in the 19th and 20th centuries, has always strived to minimize, and eventually managed to eliminate, the time necessary to represent things and ideas. The invention of photography was the first important step in that direction. Walter Benjamin, in his influential essay 'The Work of Art in the Age of Mechanical Reproduction', sketches the development of what he calls 'pictorial representation' in the following manner: 'Since the eye perceives more swiftly than the hand can draw, the process of pictorial reproduction was accelerated so enormously that it could keep pace with speech' (Benjamin, 1936) . Notice that, as a matter of historical interest, one can clearly observe that Benjamin still fully belongs to the age of writing, as he uses speech as a measure of the speed of pictorial representation. James Sey, in his article 'The Labouring Body and the Posthuman', argues that the desire to fully develop the means of instantaneous representation grew out of early 20th century scientific attempts to understand human fatigue. Thus, the technique of chronophotography, which anticipated cinematography, was developed by the French scientist Etienne-Jules Marey. Marey's research suggested that human consciousness relies on 'erroneous' perception to grasp seemingly simple phenomena such as shape and movement.
2 This insight added plausibility to the project of critiquing and dismantling realism, one undertaken by many philosophers and artists of the time. In Sey's words:
Institutional science and the aesthetic avant-garde were thus united by a fascination with the ways in which new technologies could revise the relation of the body to the constituent conditions of its consciousness -extension and duration, space and time. (Sey, 1999: 32) Humanity did not have to wait long for the fully fledged development of cinematography:
Cinema was the first technology to convincingly erase the time of representation (it seemed to be in real time) and the distance between technology and its object (since it comprised light, and later sound waves). (Sey, 1999: 35) Because television and the cinema are unable to 'stop' or 'speed up' time in order to explain particular events to the extent of which writing is capable, they must employ techniques of condensing or extending time in order to achieve the required context. These techniques are most often cinematographic cliches of some sort (for example: a five-second shot of a car traveling down a highway represents an entire day of driving). In fact some techniques for time compression, such as the voiceover narrator or on-screen text (perhaps indicating location, passage of time, etc.) are taken, essentially without alteration, from writing. While writing is by no means exempt from the use of these types of clichés, it is not as tied to them as are television and the cinema, because of the time constraints placed upon them. Visual media have been forced, from the moment of their creation, to cope with their viewers being perpetually immersed in the present. Of course, the imaginative use of any medium, be it television, writing, etc., can escape many such conventions but the immediacy of representation simply allows less freedom.
Allow us to grossly oversimplify and present a 'time-representation dependency' continuum with pure instantaneous representation (computer-cam) and pure writing (book), as its two extreme poles. Where would a wordprocessing document (stored and displayed on a computer) and a TV news show belong in this continuum? Although computers are normally associated with writing and TV with visual representation, we suggest that the document belongs closer to pure instantaneous representation and a TV show closer to pure writing. The reason for this is that computers belong to the present: a document in wordprocessing exists only in the present period of the computer's self-saving cycle. A TV news broadcast is marked most frequently by a distance between the time of recording and time of presentation. This distance, which makes the process of editing possible is in essence equivalent to the time delay so characteristic of writing. In fact, the art of editing is considered by many as creative as the art of writing.
It is interesting to note that theater anticipated instantaneous representation several thousand years before it became technologically possible. Theater is based on an ingenious invention -that someone's presence may itself serve as representation. We believe that high technology of the future, and especially immersion-based technologies such as virtual reality, will increasingly learn from theater and performance arts in general. We say this mainly because of theater's unique ability to blend illusion and presence. What we term 'instantaneous representation' and 'writing' in this article can, of course, be reduced to a well known distinction in philosophy between knowledge by acquaintance and knowledge by description. Bertrand Russell famously wrote about the distinction between the things we have presentations of, i.e. the things we can see, hear, touch or smell, and the things we can only reach by speaking or writing.
As Borgmann points out, 'J.L. Austin used to mock the philosophers who punctiliously insisted that "evidence" is needed to support the claim that we are in the presence of tangible reality' (Borgmann, 1999: 15) . Austin, in his discussion of tangible realities, holds that no matter how much evidence for a particular state of reality is provided (he uses the example of a particular animal being a pig), there is no evidence more compelling than being presented with the pig itself (Austin, 1962: 115) .
In traditional forms of writing, evidence and context must be provided for the reader to 'believe' what is being presented to him/her. It is not enough for the author to simply state 'a person is here'. For the text to be believable the person must be given individuating characteristics, a reason for being 'here', and so on. It is generally understood that these rules apply to television and cinema in cases where actors, or dramatized events are involved. It is when presented with 'real time' coverage of an event that the tendency to believe that instantaneous representation is presenting us with 'the pig itself ' emerges. Live coverage of events appears to be differentiated from writing or acting because, after all, it is reality. Nonetheless, the same context and evidence are required to make televised events real as are required to make written works believable. Take, for example, the moon landing. Were the live footage of the moon landing simply shown, few people would believe that the images they were seeing in any way corresponded to reality. It takes the context of the Cold War, the credibility of the news program broadcasting the landing, the coverage leading up to and following the event, and any number of other evidential factors for the moon landing to become a reality-based occurrence.
In the context of 'real time' visual representation it is useful, once again, to recall the work of Benjamin (1936) , where he compared the cameraman with the surgeon because the cameraman penetrates deeply into the web of reality, much like the surgeon penetrates into the body. This analogy focuses on an attitude shared by both the surgeon and the cameraman: they are not mere spectators, nor do they respect the autonomy of their objects; instead, they intervene into their objects. It is because of this intervention that supplying some kind of context becomes necessary to convince viewers that they are in fact witnessing reality.
Philosophers long ago noticed the disturbing tendency of modern technology to present electronically represented experience as 'first hand', 'empirical', or 'direct' experience. George Vick wrote, almost 30 years ago in a 1972 issue of Personalist, of what he perceives as the loss of a direct, empirical basis for human experience. His article, 'A Decline of Empiricism', makes several excellent and quite perceptive observations about the modern electronic media from a critical, if somewhat anti-technological, philosophical point of view. Vick warns of the seemingly authoritarian nature of the electronic media:
The selection, editing and formulating of electronically represented experience is itself much more subject to relatively immediate centralized control than were previous, non-electronically, represented experiences. (Vick, 1972: 350) In addition, Vick is concerned that incompleteness, or partiality of represented experience is necessarily more systematic and much more subject to deliberate control than first-hand experience. Finally, Vick worries about the future of interpersonal relations: 'Interpersonal relations, too, are lost. For to the extent that they, in their concrete forms, are replaced by their electronic representations, we cease, in fact, to enter into interpersonal relations ' (1972: 354) . One wonders how much of Vick's purism can still be maintained in the wake of wireless communication and the Internet. As Merrill Ring, Vick's critic and commentator in the same issue of Personalist, points out quite rightly, Vick has condemned himself to defending the indefensible: his critique of the electronic depends on defending some version of 'the first hand experience', 'the given', 'the sense datum', 'the raw sense experience' and so forth. Ring's point is so clear that it deserves to be reiterated:
Vick is too well versed a philosopher not to know that there are, minimally, severe difficulties in trying to give content to the notion of direct experience. This comes out when just after introducing the twins, direct and represented, he quickly leaps to the objection that culture blankets us through so many devices that the given is never given. (Ring, 1972: 359) Ring closes her commentary with a suggestion that it may be more appropriate to inquire into the validity and authority implicit in modern technologies of representation. Let us rephrase a few of her concluding remarks by including them in the context of instantaneous representation. According to Ring, one of the most defining characteristics of instantaneous representation is that it purports to be a direct account of how things are. However, it is clear that every example of instantaneous representation has been put together by someone who has shaped their representation of reality in accordance with their attitudes and principles of selection.
What then should be the lesson to be drawn from this question of authority in the context of instantaneous representation, as regards truth and reality? In our opinion, the lesson concerns the need to oppose the growing false contention that live coverage of world events, taken as an illustration of the most powerful manifestations of instantaneous representation, somehow eliminates ideology and thereby no longer involves an act of biased and idiosyncratic storytelling. In fact, the necessity to recover the storytelling behind instantaneous representation has never been more important than today. However paradoxical this may sound, the responsible citizen of the future will increasingly resist the 'facts' and insist on the identification of stories and storytellers.
We wish to illustrate the growing future importance of both stories and storytellers through two examples drawn from literary theory and communication studies. Marie-Laure Ryan points out that writing, especially fiction, allows a degree of intimacy between the reader and the textual world that is very difficult to achieve in non-fiction: Paradoxically, the reality of which we are native is the least amenable to immersive narration, and reports of real events are the least likely to produce a feeling of being on the scene. New Journalism, to the scandal of many, tried to overcome this textual alienation from non-virtual reality by describing realworld events through fictional techniques. (Ryan, 1999: 119) The fictional narrative then, has the advantage of 'humanizing' its objects of representation, as opposed to 'mere' depicting, or recording, of events. It may be true that 'one image is worth a thousand words', yet the image itself can be nothing but a vehicle of invoking these words. In short, it takes a story to make one's representation of reality appear real.
This phenomenon -the struggle between narrative and reality -has even more radical manifestations. The best current example we can think of is New Media & Society 4(4) blurring the line between the two distinct senses of acting: acting as taking part in some kind of fictional narrative and as leading one's personal life. The latter can be witnessed on the popular TV series Survivor. One of the main motives of this series is precisely to dissolve the distinction between these two senses of acting. In yet another possible scenario, it is not hard to imagine the case in which a real life politician portrays himself/herself on the screen depicting a fictional version of his/her earlier life.
Blu Tirohl, in the article 'The Photo Journalist and the Changing News Image', points out that 'despite the many arguments which imply a fallibility inherent in the information contained within a photograph there is a tendency for audiences to treat the photographic still as a witness and the reputation of the press image is dependent on this' (Tirohl 2000: 335) . Under the heading, 'Can an Audience Trust the Press Image', Tirohl argues that the need for compelling and dramatic views in place of more accurate and realistic reporting often outweighs other audience demands. Many commentators argue that, in the wake of digital photography and a growing necessity to label press images as either manipulated or enhanced, realistic images will have to be labeled as either fiction or non-fiction in the future. Consequently, we will rely increasingly on the story (the context) provided by the image-maker, and not the image itself, to tell us which category certain images fall into. The image-maker of the future, in a paradoxical fashion, becomes a storyteller. Ryan goes on to discuss the proliferation of the 'docudrama' which, in her mind, bears testimony to the voyeuristic need to 'be there' and to enjoy fiction-like participation in historical events, and not only in imaginary worlds. The phenomena of voyeurism and eavesdropping are nothing new, yet their role has become more and more prominent with the development of instantaneous representation techniques. In our opinion, this is due to the distorting impact of instantaneous representation on the public/private distinction. There is a growing feeling of alienation, and somewhat contradictorily, a feeling of intimacy shared with strangers, both made possible by modern means of representation, communication, and transportation. There is no better illustration of this phenomenon than internet chat rooms, where one can share one's most intimate secrets by communicating instantaneously with complete strangers. Yet this phenomenon is not limited to the internet. Mark Seltzer uses radio as the most interesting illustration of what he calls the schizophrenic 'stranger-intimacy' predicament of humanity:
There is, it has recently been observed, a certain 'paradox of radio: a universally public transmission is heard in the most private of circumstances'. One might easily reverse the terms of this paradox: the paradox of talk radio is that a private communication is heard in the most public of circumstances. But it is precisely this reversibility, or opening, of the boundaries between public and private that makes up at least in part the appeal of talk radio (and now confession TV). (Seltzer, 1998: 111) The emergence of virtual reality displays potential to further confound the distinction between the realms of public and private existence. While the internet provides the ability to carry on intimate discussions with absolute strangers, virtual reality offers the possibility of allowing a vast range of potentially very public and physical interactions between these geographically remote strangers, interacting from the privacy of their own 'helmet-glove-computer assemblages' as the hardware is termed by Mark Poster, from within their own homes (Poster, 1999: 43) . Jaron Lamier, a founder of Virtual Programming Language, Inc., holds that 'virtual reality exists so that people can make up their reality as fast as they might otherwise talk about it. Eventually, you make your imagination external and it blends with other people's' (Poster, 1999: 43) . The concept of externalizing one's imagination could be viewed, on the one hand, as a continuation of confessional television or of talk radio; it is certainly the public sharing of normally private thoughts. However, it does seem to be a more sophisticated process. To 'make your imagination external' is, after all, as apt a description of the writing process as any.
We have hopefully sketched at least some of the ways in which modern technologies of instantaneous representation and communication have, in the 21st century, contextualized our experiences as well as altered the standard boundaries between the public and the private. It would be a mistake to conclude that the older forms of representation and communication will simply disappear with the development of instantaneous representation. We hope that this article has conveyed at least two important lessons. First, our sketch of a seemingly paradoxical transformation of the image-maker into a storyteller emphasized the continued dominance of the narrative in technologies of the future. Secondly, the phenomena we termed 'pure writing' and 'pure instantaneous representation' are capable of interacting quite dynamically, thereby creating novel forms of expression and communication. These apparently novel forms are never entirely unique, but rather represent new and different combinations of traditional means of representation. This dynamic interaction may, in the not so distant future, allow for a reconciling of Nyiri's 'traditional' and 'postmodern' assumptions. Perhaps we will witness the dawn of a new form of representation in high technology, one that is blind neither to the past nor to the present. 
